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 Mieke Bal, Thinking in Film (London: Bloomsbury, 2013).  
 Bal, Thinking in Film, p. 5.  








girl /ɡəːl/ noun 



















 Although ‘moving image’ and ‘motion picture’ are compounds of synonyms, their usage differs.  
 In doing so it also loses reference to the sonic element of film and video.  
The article was published in 1996, three years after Akerman’s film for television, Portrait d’une jeune 
fille, was first screened by ARTE and the same year as If 6 Was 9 by Ahtila appeared in the gallery and 
cinema. 
 Noël Carroll, Theorizing the Moving Image (Cambridge: Cambridge University Press, 1996) p. xiii.  
 Carroll, Theorizing the Moving Image p. 49. 
 Alongside this the concept ‘expanded cinema’ was introduced in the United States in the mid-1960s in 
order to address different exhibition practices and other types of media such as television, video and other 
audio-visual forms. 
 Erika Balsom, After Uniqueness: A History of Film and Video Art in Circulation, (New York: 
Columbia University Press, 2017) p. 16. Balsom also identifies how the term ‘moving image’ has been 
taken up more widely in the UK context due to the influence of LUX, a distribution organisation 
supporting ‘artists’ moving image’. LUX formed in 1997 as the merging of London Video Arts and The 
London Film-Makers’ Co-operative.  
 Chantal Akerman is a key filmmaker to make this move. In the early 1990s Kathy Halbreich, then 
director of the Walker Art Centre in Minneapolis, invited Akerman was invited to make a work for a 
museum context. The work that was proposed would become D’est (1993) the film for cinema and D’est, 
Au bord de la Fiction (1995) the video installation comprised of 25 monitors in two rooms. Akerman 
went onto make many works for the gallery, often presenting an interesting relationship to her own 
‘history’ as a filmmaker.  
 See: Chrissie Iles, ‘Between the Still and Moving Image’, in Into the Light (New York: Whitney 
Museum of American Art, 2002) p. 35. This essay appears in the catalogue of the important exhibition 
‘Into the Light: The Projected Image in American Art 1964-77’ at the Whitney Museum of American Art 
and curated by Iles in 2002.  









 See: Carol Mavor, Aurelia: Art and Literature through the Mouth of the Fairy Tale (London: Reaktion 
Books, 2017. In Aurelia Mavor explores the myth of the child in relation to the poet Minou Drouet. In 
particular, she highlights Roland Barthes’ comments on Drouet (‘But a tree as expressed by Minou 
Drouet is no longer quite a tree…’) in the concluding essay of Mythologies (1957) entitled ‘Myth Today’. 
Also of note is the disappearance of the essay ‘Literature According to Minou Drouet’, in which Barthes 
reveals Drouet’s ‘nymphancy’, in the English translation of the volume. 













 Mädchen in Uniform is a remarkable German language film set in a girls’ boarding school that tells the 
story of a girl’s, Manuela, love for her teacher, Fräulein von Bernberg. The film that used an all-female 
cast and was produced co-ooperatively with a share an equal share of profits. 




















































































































earlier, in this arrangement the viewer both sees the girl speaking and sees the image she 
is seeing, her point of view become as/like her.  
 
When I first saw 
If 6 Was 9, it offered a provocation on the Girl in difference from the girl in relation to new 
forms of moving image, which from the early stages fundamentally shaped my research 
concerns. Most importantly, as it addressed philosophical questions of temporality and 
embodiment, it drew attention to the Girl as a distinct dimension of feminine subjectivity. 
Nevertheless, I encountered difficulties when attempting to analyse the work. I was unsure how 
to approach the dense and complicated gallery installation. My initial approach was to break it 
down into its constituent parts.7 I broke it down into every shot and every edit, making the 
moving image still in order to track the way it moved and noting use of diegetic sound, voice-
over and music. Although useful for tracking the details of each scene, I soon realised that the 
significance of the work lay in its form and duration. As a moving image artwork in a gallery it 
conceptually needs time, not cinematic narrative time, but a different kind of time, which is also 
embedded in the atemporality of the Girl. 
 


























 Butler, ‘Feminist Film in the Gallery’, p. 22. 






 De Lauretis, Technologies of Gender, p. 26. 











 Thanks to Carol Mavor for helping develop this formulation.   
 See for example, Girl (dir. Lukas Dhont, 2018); Skate Kitchen (dir. Crystal Moselle, 2018); The 
Miseducation of Cameron Post (dir. Desiree Akhavan, 2018); I Am Not A Witch (dir. Rungano Nyoni, 
2017); The Florida Project (dir. Sean Baker, 2017); Ladybird (dir. Greta Gewig, 2017); Thelma (dir. 
Joachim Trier, 2017); Raw (dir. Julia Ducournau, 2016); Mustang (dir. Deniz Gamze Erguven, 2015); 
Diary of a Teenage Girl (dir. Marianne Heller, 2015); The Fits (dir. Anna Rose Holmer, 2015); Bande de 
filles (dir. Céline Sciamma, 2014).  



  
 
 
 
 
 
 
 
 














